Especially welcome in this chapter is the attention devoted to Clementina Albéniz, the composer's highly accomplished sister, who was herself a talented musician, one who gave Albéniz his first instruction in piano and later became a teacher at the Escuela de Institutrices of the Asociación para la Educación de la Mujer, a major educational institution for women. She emerges here from her brother's shadow, and Torres's portrait of her tells us important things about the status of women in Spain at that time and the role they played in education and professional life. Albéniz's correspondence with his sister also tells us important things about his views concerning their parents as well as Spain, its politics and culture.
A most welcome feature of this book is the representative sampling of nineteen letters and music manuscripts presented in facsimile. These provide the reader with the rare opportunity to enter the musicologist's world of primary sources, to hold between one's fingers the documentary evidence of an exceptional life in music. These facsimiles and their significance are the subject of the next chapter. Ensuing chapters present a chronology of Albéniz in Madrid, excerpts from the memoir of Arbós dealing with Albéniz, and the collaborations between Albéniz and Bretón as detailed in the latter's diary (see Tomás Bretón, Diario 1881 -1888 , ed. Jacinto Torres Mulas [Madrid: Acento Editorial, 1994 ). The concluding chapter explores Albéniz's relationship with the Madrid press, a relationship that was complex and conflicted even during the best of times. The book concludes with a very helpful bibliography; even more helpful would have been an index, which is unfortunately lacking.
The book is available only in Spanish, and though this may prove a hindrance to some readers, the wealth of images and primary sources will be useful to all. Those who do read Spanish will appreciate Prof. Torres's elegant and pellucid prose. This landmark volume commemorates the centenary of the composer's death yet contributes an enduring testament to the central role Madrid played in the career of one of Spain's greatest composers. No work of Mahler's, not even his surviving student works and what remains of his failed attempts to write an opera, goes unexamined in Johnson's study. Of course, it is not uncommon to see essays discussing narrative function in a single piece or a small sampling of works, but typically the authors of these studies tend to cherry pick prime examples from a broader body of work. Very few published works of monograph length have emerged from established scholars exploring the function of narrative within the works of a single composer. This speaks not only to the uniquely narrative qualities of Mahler's musical style, but also to Johnson's careful and thoughtful research and innovative work.
Walter Aaron Clark
Using dialectical narrative strategies as a way to explore Mahler's oeuvre reveals relationships between even the most distant of the composer's works that would otherwise remain hidden. In order to do this, Johnson must call upon a dizzying number of works within a very short space to demonstrate a seemingly endless variety of meanings and connections. For example, in his extensive discussion of Mahler's use of fanfares (pp. 53-61) which he calls "both rhetorical, local devices for framing structural arrivals and the outward sign of narrative and programmatic concerns . . . [displaying] an element of realism [and] a sign of psychological distance" (p. 54), Johnson refers to no less than twenty-one distinct examples drawn from twelve compositions within roughly four pages of text (the opening of the First Symphony, the finale of the Second, "Um Mitternacht" from the Rückert Lieder, "Zu Straßburg auf der Schanz'" from the Wunderhorn Lieder, the recapitulations in the first and last movements of the First Symphony, the first movement of the Seventh, the Großer Appell from the finale of the Second, the finales of the Fifth and Seventh, the opening of the Ninth, part 1 of the Eighth, the openings of the First and Third, part 2 of the Eighth, the third movement of the Fifth, the second movement of the Seventh, "Der Abschied" from Das Lied von der Erde, Das klagende Lied, and the third movements of the Third and Fourth Symphonies). Without easy and instant access to recordings of the composer's complete works or intimate familiarity with the music, the reader is at risk of becoming shell-shocked by the rapid fire of so many distinct musical impressions in such a short period of time, but the connections Johnson draws between these works are so convincing that the reader who takes the time to carefully consider them will be well rewarded.
While the vast quantity of musical references in the text allows the reader to view the enormous narrative potential Johnson hears in Mahler's music, this plenitude hints at the biggest problem with this monograph. As with so many things, the devil is in the details, and this is also true of Johnson's study. The most frustrating aspect of the book lies in the printed music examples. The book identifies these examples within the text using two distinct numbering systems: with music example numbers corresponding to the chapter in which they appear, and with figure numbers that appear to be in no discernible order (twenty-two of the thirty-nine examples listed in the "List of Musical Examples" [p. xiii] feature these figure numbers, which range between 1.15 to 118; some numbers are subdivided; some do not appear at all). The text refers to some specific musical passages by example number and others by figure number, which seem to refer to resemble rehearsal numbers within the examples, though this is not made clear. This makes the process of locating the referenced music examples unnecessarily difficult, provided that they can be found at all. Readers will find themselves frustrated while flipping through multiple chapters searching for numbers, hoping to stumble upon the correct example. It appears as though last-minute decisions to omit examples were made without the necessary changes in the text, leaving the reader on a kind of musical snipe hunt. Furthermore, although the examples (when they can be located) greatly demonstrate issues brought up in the text, they appear to have been something of an afterthought. The type setting for them is sloppy (those on pp. 15, 46, 60, 78, and 142 look particularly slipshod), which detracts from the overall authority of the book. Note stems and slurs obscure articulation markings, stems point in the wrong direction, words in the lyrics do not have proper spacing, etc. Had these been rare oversights, they would have been easy to ignore, but their relative frequency, combined with the challenge one faces trying to find the examples in the first place, make it difficult to focus on the excellent writing. While it is doubtful that Johnson completed this aspect of the work himself, it does raise the question of why this carelessness was not observed and corrected during the editing process. The issue of how to handle the Sprechstimme in Pierrot lunaire is primary for any performer of this masterpiece, myself included. The number of variables present, from striking a balance of vocal color somewhere between speech and song, deciding how specific to be with pitch, expressing something immediate to an audience, not to mention finding a place of comfort in Schoenberg's sound world can overwhelm even the most adventurous performer. The widely divergent approaches taken in the distinguished discography of this masterpiece hardly make the decisions any easier. And why should the decisions be easy? Schoen berg himself vacillated wildly throughout his life in what he wanted in the Sprechstimme and in his opinions of performances of the work. The curious and dedicated performer must explore as many resources as possible regarding text, musical style, history, theory, and technique in order to make her own decisions. Inside Pierrot Lunaire: Performing the Sprechstimme in Schoenberg's Masterpiece by Phyllis BrynJulson and Paul Mathews presents the perspectives of both a performer and a theorist and makes some enlightening conclusions based on both new and old information.
At this point it is appropriate to define the term "Sprechstimme," as the authors do in the introduction. In the score of Pierrot, Schoenberg named the part of the reciter a Sprechstimme, or speech part, as one would refer to the part played by a flutist as a Flötenstimme, or flute part. It refers to the voice in terms of its role in the
